











































































































































































































































































































































































































































































































































































































1 MS is a potentially disabling disease of the brain and spinal cord/ central nervous system. ME is 
myalgic encephalomyelitis/chronic fatigue syndrome.  
	
2	Fibromyalgia is a condition that causes widespread pain, as well as sleep problems, chronic fatigue, 
and overall pain sensitivity.  
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scientific	concepts,	and	so	I	felt	it	was	important	to	recycle	that	method	into	a	story	
within	the	thesis.			
	
All	in	all,	I	have	sought	approximately	five	perspectives	in	my	research,	
attempting	to	not	only	understand	the	nature	of	consciousness	itself,	but	also	to	
distill	different	schools	of	thought	on	the	nature	of	death.	One	of	a	physicist,	one	of	
an	art	theorist,	and	one	of	a	fiction	writer,—and	fourthly,	a	movement	in	art	history.	
Finally	I	tried	to	tell	my	own	perspective	of	a	cycle	of	consciousness	itself,	told	
through	a	narrative	of	paintings,	prints,	and	short	story.		
	
	
	
	
5.	
AN	ABRIDGED	EXPLANATION	OF	PARTICLE	&	WAVELENGTH	THEORY,	
EXPLORATIONS	OF	ENTROPY,	AND	NARRATIVE	
	
Quantum	physics	is	the	fundamental	theory	that	explains	how	the	universe	
breaks	down	into	atomic	and	subatomic	particle	levels.	Although	most	known	as	a	
modern	science	dating	to	the	end	of	the	19th	century,	its	roots	are	both	ancient	and	
classical.	Historically	known	as	atomism,	this	was	a	philosophical	belief	that	
stipulated	the	universe	was	composed	of	imperceptible	but	physical	apparatuses.	
	
	Dating	back	to	the	6th	century	BC,	both	the	ancient	Greeks	and	Indian	Jains—still	
one	of	the	oldest	surviving	religions—have	religious	and	philosophical	theories	of	
invisible	matter,	separate	from	the	soul	(or	consciousness),	that	created	the	
universe.	The	word	atom	itself	comes	from	the	Greek	word	atomos,	meaning	
uncuttable,	referencing	the	eventual	minuscule	state	a	particle	would	reach	when	it	
broke	down.		In	short,	human	beings	have	been	attempting	to	explain	and	
understand	consciousness	as	long	as	we’ve	had	it;	physics	is	just	another	iteration	in	
a	long	line	of	approaches.		
	
In	his	first	book,	Multidimensional	Time:	The	Physics	of	Multidimensional	Time	
and	Human	Consciousness,	physicist	Robert	Kersten	explains	the	roles	of	matter	and	
energy	in	their	relationship	to	the	human	mind.	Through	a	collection	of	pictorially	
graphed	experiments	and	metaphors,	Kersten	explores	several	key	concepts	in	the	
study	of	theoretical	physics	and	quantum	mechanics	correlating	to	consciousness	
and	time.		
	
He	stipulates	that,	in	quantum	theory,	all	matter	is	either	in	particle	or	wave	
format.	(19)	Particle	energy	denotes	the	physical;	it	is	referred	to	as	an	“object”	in	
the	study	of	physics.	All	forms,	bodies,	houses,	birds,	etc,	are	made	up	of	millions	of	
tiny	object	particles.	Particle	energy	requires	constraint	of,	and	contact	with,	time.	
This	gives	us	life	and	death.		
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Conversely,	wave	energy	is	also	made	up	of	particles—light	photons	are	
particles,	for	instance—but	it	does	not	require	contact	with	time.	There	is	
theoretically	no	end	point.	Physicists	believe	wave	particles	exist	outside	of	the	
structure	of	time.	As	it	relates	to	biology	and	consciousness,	he	elucidates	this	
through	an	example	regarding	a	car	and	its	driver	(131);	our	physical	body	
represented	by	the	car,	aka	particle	energy,	and	our	consciousness	being	the	driver,	
aka	wave	energy.	In	other	words,	Kersten	is	arguing	that	theoretical	physics	shows	
human	(and	perhaps	all)	consciousness	is	part	of	a	broader,	unseen	wavelength,	one	
that	is	unconstrained	by	the	time	of	our	particle	body.	
	
As	this	relates	to	my	research	on	life	cycles,	it	is	foundational.	My	work	and	
thesis	are	a	narrative	exploration	of	not	just	life	and	decay	in	their	particle	forms,	
but	their	wave	forms	as	well.	It	is	about	the	transition	of	atoms	from	one	shape	to	
the	next,	as	well	as	the	interconnectedness	of	consciousness.		
	
In	my	thesis	work,	this	is	something	I	express	through	the	connected	color	
palettes	and	repeated	organic	shapes	of	stars,	butterfly-moths,	and	flowers.	These	
particle	bodies	all	hold	the	same	consciousness,	simply	transferring	itself	among	
lifetimes.	And	though	unknown	to	one	another,	unwittingly	these	past-future-and-
present	lives	all	compress	on	top	of	one	another,	appearing	in	each	scene	of	the	
triptych	in	one	sense	or	another,	be	it	through	the	form	of	the	canvas	itself	or	within	
the	painting.		
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In	“Entropy	and	Art”	art	theorist	Rudolf	Arnheim	argues,	“order	is	a	necessary	
condition	for	anything	the	human	mind	is	to	understand.”	(1)	Throughout	the	essay,	
Arnheim	approaches	examples	of	art	history	and	post-modern	art,	from	Baroque	
painter	Nicolas	Poussin	to	abstract	sculptor	Hans	Arp,	through	the	theories	of	
physics,	and	most	specifically	the	laws	of	thermodynamics.	The	first	law	is	probably	
the	most	well	known;	it	states	that	matter	can	neither	be	created	nor	destroyed.	The	
second	law,	building	off	of	that,	addresses	why	energy	can	still	be	transferred	or	
transformed	if	it	is	not	destroyed.		
	
The	Second	Law	of	Thermodynamics	says	that	entropy	is	the	causation,	and	that	
the	transformation	must	be	a	non-reversible	process.	(For	instance,	a	glass	of	water	
that	has	been	drunk	cannot	refill	itself;	the	particles	of	the	water	have	not	been	
destroyed,	just	moved).	Entropy	is	defined	as	disorder—in	other	words,	change.	As	
Kersten	outlined:	in	quantum	mechanics,	this	is	the	exchange	of	particle	energy;	
entropy	is	the	measurement	of	change—and	change	is	measurement	of	time.		
	
Arnheim	uses	the	Second	Law	of	Thermodynamics	as	his	research	methodology.	
The	second	law	means	that	the	universe	is	in	a	constant	state	of	order	and	disorder;	
it	is	constantly	collapsing	and	rebuilding,	or	else	we	would	have	no	manifestation	of	
time.	Referring	to	them	as	“cosmic	tendencies”	(34)	Arnheim	argues	that	our	desire	
to	create	art	is	the	parallel	process	of	the	energy	that	is	constantly	being	changed	
around	us.	It	is	reclaiming	order	from	the	necessary	disorder.	In	short:	“Man’s	
striving	for	order,	of	which	art	is	but	one	manifestation,	derives	from	a	similar	
universal	tendency	throughout	the	organic	world.”	(48)		
	
In	researching	entropy,	I	applied	it	directly	to	my	material	practice	when	I	began	
making	monoprints.	The	painting	is	carefully	done	on	a	piece	of	plexiglass,	using	
developed	techniques	with	wiping	excess	medium	to	create	soft	spaces	and	fluid	
movements.	There	is	a	certain	amount	of	control	depending	on	how	much	medium	
or	paint	is	applied,	what	brush	strokes,	etc.	However,	after	the	painting	is	
completed,	I	then	put	it	through	a	printing	press,	at	which	point	I	turn	over	my	work	
to	the	role	of	disorder	through	collaboration	with	the	press.	
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Fig.	5.	Sarah	Green,	Life	Cycle	Print	1,	2020	
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As	a	printer,	I	am	impulsive,	and	frankly	not	a	particularly	careful	worker.	But	
rather	than	acclimatize	to	the	press,	I	am	choosing	to	deliberately	embrace	my	own	
entropic	side,	as	it	allows	a	sense	of	freedom	that	is	harder	for	me	to	find	in	my	
canvas-based	paintings,	where	I	tend	to	over-think	and	sometimes	over-work	as	a	
result.	The	research	of	entropy	itself	is	within	the	process,	repurposed	as	a	skill	set	
rather	than	a	technical	obstacle.		
	
The	relevance	of	Arnheim’s	theories	are	not	just	because	I	am	developing	a	fine	
arts	thesis	and	using	theoretical	physics	as	the	background	knowledge	for	a	
narrative	on	life	cycles,	but	also	because	it	offers	a	holistic	approach	to	
understanding	time,	death	and	decay.		
	
	The	Cosmicomics	first	appeared	in	1964	in	Italy	as	a	series	of	periodical	short	
stories.	Writer	Italo	Calvino	built	a	fictional	narrative	around	a	scientific	principle,	
nearly	always	from	the	perspective	of	an	omniscient	and	extant	narrator	named	
“Qfwfq.”	In	Calvino’s	literature,	Qfwfq	is	older	than,	or	parallel	to,	the	universe,	and	
has	taken	many	forms	throughout	its	existence.	In	some	of	the	short	stories,	they	
appear	as	a	mollusk,	sometimes	as	a	man,	or	sometimes	recall	their	experience	as	a	
Fig	6.	Sarah	Green,	Life	Cycle	Prints	1-4,	2020	
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dinosaur.	Sometimes,	Qfwfq	appears	as	a	being	that	has	no	form	at	all;	just	a	
consciousness.		
	
Such	is	the	case	in	the	story	“All	At	One	Point”,	which	centers	on	the	beginning	of	
time	and	space.	In	this	story,	Qfwfq	speaks	about	how	they	and	all	other	beings	
existed	before	The	Big	Bang,	“Naturally,	we	were	all	there—old	Qfwfq	said—where	
else	could	we	have	been?	Nobody	knew	then	that	there	could	be	space.	Or	time	
either:	what	use	did	we	have	for	time,	packed	in	there	like	sardines?”	(43)	Despite	
all	existing	together,	cramped	up	and	indiscriminate,	Qfwfq	is	still	a	solitary	
consciousness,	often	discerning	himself	from	the	other	named	characters	in	the	
story.	
	
Calvino’s	short	stories	relate	to	my	thesis	not	just	because	they	offer	a	narrative	
approach	to	breaking	down	scientific	facts	and	theories,	but	also	for	their	overall	
connectivity	via	a	central	figure,	one	who	passes	through	multiple	forms	and	whose	
consciousness	supersedes	time,	just	as	Kersten	and	quantum	mechanics	suggest	is	
possible.		
	
My	short	story	utilized	a	similar	approach	to	the	one	that	Calvino	used:	a	story	of	
a	life	cycle,	the	same	consciousness	transferring	from	star,	to	plant,	finally	to	a	moth,	
where	it	ends	and	begins	the	cycle	all	over	again.	Although	humans	are	absent	from	
the	story,	the	consciousness	in	its	three	forms	represent	the	three	stages	of	a	human	
life	and	scale.	The	background	research—particle	and	wave	theory,	specifically—
provide	context	for	my	research,	but	the	plotted	story	itself,	like	Calvino’s	and	the	
analogies	Kersten	supplies,	utilizes	creative	fiction	and	metaphor	to	bridge	and	
illustrate	the	concepts.		
	
	
	
	
6.	
OCCULTISM,	PHYSICS	&	ART	
	
	
	 Just	before	the	turn	of	the	20th	century,	physicist	J.J.	Thomson	discovered	the	
first	subatomic	particle.	The	proven	existence	of	this	particle,	an	electron,	sent	
shockwaves	not	just	through	the	scientific	communities	of	the	time,	but	the	creative	
and	artistic	ones	as	well.		
	
Not	long	after	the	discovery	of	this	electron	particle	came	rays	and	waves,	
electromagnetism,	X-rays,	the	understanding	of	radioactive	decay,	and	more,	all	
coinciding	at	the	birth	of	artistic	modernism	and	philosophical	intersections	with	
occultism	and	clairvoyance.	Spiritualists	argued	that	hypotheses	on	electromagnetic	
waves	proved	a	connection	to	the	beyond,	and	solidified	further	occultist	theories	
that	explored	death	via	the	séance.		
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In	“Hilma	af	Klint:	Paintings	for	the	Future,”	essayist	Tessel	M.	Bauduin	
points	out	that	this	rise	of	Western	science	not	only	lended	“legitimacy”	to	concepts	
like	the	séance,	or	“proved”	clairvoyance	was	the	same	concept	of	the	X-ray,	it	
simultaneously	attempted	to	eradicate	them.	“Mainstream	science’s	increasing	claim	
to	a	monopoly	on	delineating	reality—that	is,	to	being	the	only	proper	route	to	
knowledge	and	a	correct	worldview—invited	disputing,	even	subverting	responses	
from	occult	groups,	which	investigated	and	put	more	faith	in	alternative	routes	to	
and	forms	of	knowledge	construction	and	production.”		
	
	 Paralleled	with	a	rise	in	materialism	following	the	industrial	revolution,	
many	artists	of	the	time	were	drawn	to	occultism,	theosophy3,	and	spiritualism	as	a	
way	of	making	work	that	challenged	the	romantic	movement	of	the	Impressionists	
not	long	before.	Artists	like	the	modernist	Russian	painter	Wassily	Kandinsky,	in	
particular,	were	attracted	to	the	esoteric	explorations	of	the	inner	soul.		
	
In	author	Gary	Lachman’s	article,	
“Kandinsky's	Thought	Forms	and	the	Occult	Roots	of	
Modern	Art”,	he	writes	Kandinsky	“believed	that	by	
the	beginning	of	the	twentieth	century,	whatever	
artistic	and	spiritual	meaning	the	external	world	had	possessed	had	been	hollowed	
out	and	emptied.”	Kandinsky	believed	that	paintings	were	like	thought	forms,	
vibrating	in	a	viewer’s	mind	akin	to	someone	listening	to	classical	music.		
	
Contemporaneously	to	Kandinsky	and	other	early	modernist	artists,	the	
Swedish	painter	Hilma	af	Klint	was	partaking	in	séances	to	communicate	with	her	
deceased	“Old	Masters”,	who	would	give	instructions	on	inner/external	worlds,	
consciousness,	and	spirituality.	In	order	to	distill	her	learned	and	believed	
cosmology,	af	Klint	would	explore	these	teachings	in	a	series	of	visual	paintings.		
	
	
Af	Klint	developed	a	geometric	language	that	she	largely	leaned	on,	defiantly	
abstract.	However,	she	also	utilized	symbolism	in	her	work,	such	as	the	helix	spiral,	
which	represented	evolution.	Af	Klint	believed,	like	the	theosophist	Annie	Besant,	
that	“studying	the	atom	was	not	an	end	in	itself,	but	a	path	to	acquiring	cosmic	
knowledge.”	Af	Klint	made	a	series	of	atomic	studies	of	plants	and	flowers,	which	
she	often	broke	down	into	reoccurring	cubist	forms,	as	well	as	sharing	them	as	
representational	flowers	throughout	her	work.	Though	abstract,	her	paintings	were	
built	upon	the	symbols	and	teachings	of	early	physics,	much	like	my	own.		
	
																																																								
3	Theosophy:	the	teachings	of	a	modern	movement	originating	in	the	U.S.	in	1875	
and	following	chiefly	Buddhist	and	Brahmanic	theories	especially	of	pantheistic	
evolution	and	reincarnation	
(Please	google	for	image)	
Fig	5.	Wassily	Kandinsky,	Composition	8.	1923	
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Fig.	8.	Hilma	af	Klint.	Altarpiece	Group	X,	No.	2.	1915	
(please	google	for	image)	
	
Fig.	7,	Hilma	af	Klint.	Group	IV,	The	Ten	Largest,	Adulthood.	1907	
(please	google	for	image)	
	
	
7	
Fig	9.	Sarah	Green,	Life	Cycle	4,	2020	
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Though	af	Klint	and	I	are	exploring	many	of	the	same	themes,	particularly	on	
the	role	of	consciousness,	in	a	painting	and	printing	practice,	I	prefer	a	more	directly	
narrative-based	approach.	My	symbolism	is	a	combination	of	abstracted	voids	and	
shapes,	as	well	as	references	to	the	characters	themselves	within	the	story.	The	
physical,	canvas	form	of	the	story’s	Part	One	(the	moth	creature)	is	referential	to	
Part	Three	(an	atomic	amoeba	shape);	Part	Two	manifests	as	itself,	the	shape	of	a	
flower.	Af	Klint	created	an	inner	geometry	contained	within	the	canvas,	whereas	I	
attempted	to	use	the	material	shape	of	the	pieces	as	external	symbolic	geometry.		
	
My	color	palette	is	also	part	of	the	specific	symbolism	of	the	narrative;	the	
hues	are	taken	from	dawn	and	dusk,	and	the	use	of	color	blocking	is	referential	to	
crepuscular	rays,	which	are	the	waves	of	sunbeams	that	are	only	noticeable	at	the	
rise	or	set	of	the	sun.	This	is	not	just	because	it	could	represent	the	“sunset	on	a	
person’s	life,”	but	because	the	twilight	hours	are	often	when	most	hunting	occurs	in	
the	natural	world.	It	is	a	time	of	death	and	life.		
	
	
	 Occultism,	spiritualism,	and	the	beginning	of	quantum	physics	all	intersected	
in	af	Klint’s	work;	although	my	work	doesn’t	directly	address	clairvoyance,	séance,	
or	any	of	the	occultist	techniques	of	the	early	20th	century,	the	foundation	laid	by	
modernist	artists	like	Kandinsky	and	af	Klint	is	part	of	the	dialogue	with	which	I	am	
engaging.	However,	our	explorations	of	death	at	an	atomic	level,	coupled	with	a	
layer	of	symbolism	even	when	abstracted,	connect	the	works	thematically.	 
	
	
	
	
7.	
Further	In	Conversation	with:	
Explorations	of	Transformation	as	a	Reiterative	Practice	
	
	
To	drive	the	point	home:	it	is	important	the	work	we	make	not	exist	in	a	
vacuum.	It	is	my	belief	that	art	is	the	visual	language	of	communication,	and	thus	a	
form	of	conversation.	But	a	conversation	is	an	exchange,	requiring	both	input	and	
output.	When	I	analyze	my	own	paintings	and	prints,	it	cannot	be	isolated	from	the	
artistic	influences	with	whom	I	seek	to	engage	in	dialogue,	particularly	from	the	
perspective	of	a	research-based	program.	Just	as	I	have	sought	to	study	elements	of	
quantum	mechanics	and	theoretical	physics	as	the	foundational	baseline	for	the	
narrative	thesis	I	am	developing,	I	also	have	researched	bodies	of	work	with	those	I	
feel	there	can	be	a	conversation.		
	
Upon	reflecting	on	the	artists	I	find	myself	referencing,	a	clear	correlation	is	
shape:	I	am	most	drawn	to	those	whose	work	physically	manipulates	form	and	work	
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with	concepts	of	change.	For	instance,	two	of	my	main	influences,	painters	Monique	
Mouton,	who	often	works	on	CNC-cut	wood	panels,	and	Jack	Shadbolt,	who	
repeatedly	painted	metamorphoses	with	near	obsession,	both	deal	with	
transformation.		
	
	
	
	
	
	
I	first	saw	Mouton’s	panels	back	in	2016,	not	long	out	of	my	undergraduate	
degree.	Although	her	shaped	work	is	cut	on	the	jigsaw	and	mine	on	the	CNC	
(technology	that	was	never	considered	in	my	highly	traditional	undergraduate	
education),	her	work	was	something	a	shock	to	me	because	it	seemed	like	such	a	
confident	reclamation	of	a	painting,	and	what	it	could	be.			
	
Writing	of	her	work	in	2015,	art	critic	Blake	Gopnik	described	it	as:	“I	don’t	
believe	that	painting	is	dead.	[…]	[Monique	Mouton’s	“Rose”]	[is]	a	classic,	
Greenbergian	shaped	canvas,	ultimate	symbol	of	painting-for-painting’s-sake,	
becomes	the	bearer	of	clutching,	bloody	hand	prints,	as	though	the	medium	has	
been	shot	and	is	trying	to	keep	from	bleeding	out.”	
	
While	I	don’t	necessarily	subscribe	to	the	idea	that	painting	as	a	medium	can	
ever	be	“dead”	as	Gopnik	is	implying	it	is	or	was,	I	do	appreciate	the	notion	that	a	
painting	is	in	conversation	with	its	contextual	past	and	present.	Mouton,	with	her	
wonky	and	oddly	fashioned	pieces,	handily	rejects	the	anatomy	of	a	rectangle	as	her	
platform.	I	was	inspired	by	her	approach	of	fighting	against	the	rectangular	canvas	
and	fashioned	my	own	CNC-cut	pieces.	Mouton’s	works	literally	feel	like	mutable,	
shifting	shapes—constantly	in	flux	with	their	own	existence,	much	like	the	
wavelength	theory	I	have	been	exploring	in	my	own	shaped	canvases	and	
narratives.	
	
Figure	11,	Monique	Mouton,	Rose,	2015	
(please	google	for	image)	
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	 These	pieces	are	not	wood	panel,	like	Mouton’s,	but	canvases	stretched	over	
laser-cut	wooden	frames,	with	cross	bracing	and	interior	ridges	for	strength	(see	fig	
13.)	This	subversion	of	the	classic	rectangular	painting	was	not	just	because	I	
wanted	to	push	the	boundary	of	the	structure	like	Mouton,	but	because	the	shapes	
themselves	are	the	characters	in	the	narrative	of	my	thesis.	Each	shape	holds	its	
own	story,	the	singular	consciousness	reflected	in	its	physical	forms.	They	are	also	
linked	to	one	another	in	their	symbolism;	CNC	Life	Cycle	1	(Fig.	1)	is	shaped	like	the	
moth-butterfly	creature	of	the	third	part	of	the	narrative;	in	turn,	CNC	Life	Cycle	3	
(Fig.	3)	is	shaped	like	the	atom	the	sun	is	born	of.		
	
Figure	12,	Sarah	Green,	"The	Body	Tells	the	Story	[Chapter	1]",	
2021,	oil	&	acrylic	on	canvas	and	CNC-cut	frames,	approx	5x5	
	
	 28	
	
	
	
	
	
	
	
Figure	13,	Sarah	Green,	“The	Body	Tells	the	Story	[Chapter	
1]”	CNC	Frame,	2021	
Figure	14,	Sarah	Green,	"The	Body	Tells	the	Story	
[Chapter	2]",	2021,	oil	&	acrylic	on	canvas	and	CNC-
cut	frames,	approx	5x5	
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As	a	narrative	artist,	symbolism	is	key	in	all	of	my	work.	Over	the	past	few	
years,	I	began	obsessively,	repeatedly	working	in	the	shapes	of	butterflies	and	
moths—frankly	I	was	never	sure	which	if	it	was	fully	one	or	the	other.	Sometimes	it	
felt	more	like	a	butterfly,	other	times	more	like	a	moth,	and	so	I	rotated	describing	
them	as	such,	but	truthfully	each	iteration	was	a	blended	iteration	of	a	symbol	of	
metamorphosis	and	death.		
	
In	this	respect,	there	is	no	clearer	an	influence	than	Canadian	painter	Jack	
Shadbolt.	Best	known	for	his	work	with	butterflies,	he	plays	with	the	same	overt	
symbolism	of	the	metamporhasized	creature	to	an	equally	abject	and	sanguine	
effect.	This	is	due	to	his	use	of	mostly	desaturated	colors	and	derelict,	seemingly	
post-apocalyptic,	landscape	backgrounds.	His	paintings	read	like	they’re	about	to	
collapse	in	on	themselves	and	burst	out	of	the	painting	simultaneously.		
	
	
	
	
	
	
	
	
Fig.	15,	Jack	Shadbolt,	Mountain	Summer,	1974.	
(please	google	for	image)	
	
Figure	16,	Sarah	Green,	Pathway	(Life	Cycle),	2020	
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Curator	Scott	Watson	wrote	of	Shadbolt’s	work	with	a	thought	I	shall	end	on.	
“Shadbolt's	monsters,	beasts	and	bugs	often	crawl	across	a	blasted	landscape,	
survivors	of	some	awful	apocalypse.	They	are	creatures	of	nightmares	and	the	
unconscious.	They	thrive	on	repression	and	destruction.	But	some	of	them	are	
symbols	of	life's	renewal,	like	the	butterfly,	or	of	the	wisdom	of	living	in	harmony	
with	nature,	like	the	owl.	Above	all,	they	are	to	be	encountered	as	forces	within	
ourselves.”		
	
	
	
8.	
CONCLUSION;	A	SUM	OF	MORE	PARTS	
	
It	is	difficult	to	put	a	conclusive	end	on	what	is	ultimately	a	limitless	field	of	
study,	particularly	because	much	of	theoretical	physics	is	still	just	that:	theoretical.	
There	will	be	decades	upon	decades	more	research,	testing	of	hypotheses,	and	
practical	applications	to	come.	However,	when	it	comes	to	the	currently	developed	
artwork	itself,	I	do	feel	my	approach	has	been	fairly	contained	in	just	one	aspect	of	
particle	and	wavelength	theory.	As	I	learn	more,	and	as	the	scientists	researching	
discover	more,	I	hope	my	practice	will	continue	to	respond	to	any	new	information	I	
gather,	perhaps	in	new	shapes	and	manifestations.		
	
Overall,	the	merging	of	narrative,	sciences,	and	pictorial	symbolisms	has	felt	
like	the	correct	path	for	my	time	in	the	Masters	program	at	Emily	Carr.	It’s	been	an	
organic	progression	from	the	start,	and	much	like	the	theories	of	physics	I	have	
researched,	has	been	continuously	adapting	and	shifting.	The	very	title	of	this	thesis	
was	“A	Theoretical	Exploration	of	Consciousness,”	implying	at	the	outset	that	this	
was	only	one	approach	in	a	long	line	of	theories	and	research	into	our	consciousness	
and	the	interconnectedness	of	all	matter.	We	have	been	asking	this	question	as	long	
as	we	know	how	to,	and	I	do	not	expect	that	to	change	despite	any	entropy	at	play.		
	
Perhaps	the	answers	we	seek	remain	sleeping,	adrift	in	a	cloud	of	cosmos.		
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